their audiences, asserting a powerful masculinity that is, among others, a direct reaction to the emasculating measures of colonialism.
As Ottosson writes in her preface, one of the compelling qualities of this form and approach to music is the difficulty in glib definition:
Every performance is a healthy reminder of the futility in trying to fix categorically what others and selves are and can be. They provide a counter-narrative to a globally widespread preoccupation with defining and purifying national, racial, gendered and other forms of being in ways that delimit it, and, at times, violate, people's rights to define their experiences and existence in their own terms.
This observation has important ramifications, as it points out the ways in which all cultures, and Indigenous cultures in particular, approach themselves and their identity. It is not, as is widely assumed, simply a dissonance of imposed versus traditional threads of being. Rather, altogether new lines of expression are used to transcend this insoluble bind. As a result, as Ottosson observes, Aboriginal musicians stay clear of "traditional" subjects such as the Dreaming, risking derision (or worse, reprisal) if they do not. For Aboriginal lore and "Law" is sacred and secret, and it is recognized that it must be kept as such.
As an account that began as an anthropological field study, the book is littered with first-person experiences and testimonials, including the reflexive judgment of her own status as a non-Australian-born (Ottosson is originally from Sweden) white woman. This part-otherness, or displacement, she avers, conferred on her a special, privileged access and social intimacy. Although, as she confesses, she was subjected to regular sexual slurs, she suggests that Indigenous women would have found such a project next to impossible because of demarcated gender boundaries, whereas a more typically Australian, white investigator would have been subject to the usual suspicion.
As well as exceedingly well researched and informative about Aboriginal history and cultures, the book is also littered with many vivid and sympathetic vignettes. One of these is of the members belonging to the first Indigenous media organization in Australia, the Central Australian Aboriginal Media Association (CAAMA), located in Alice Springs. As one would expect, this is most unlike a commercial city studio and more of a community project, although it maintains an idea to its financial sustainability. Indigenous musicians often attract an entourage, and the atmosphere is one of celebratory chaos:
There are Aboriginal languages spoken, laughter and shouting, and kids picking pieces of equipment apart and climbing over people and instruments. All the while, the phones keep ringing and voices keep trying to make themselves heard over the intercom system. Community people also bring with them the distinct aromas of smoky firewood, dusty sweat and the strong smell of kangaroo meat and blood.
It would be ungenerous to add that descriptions like these are a form of exoticizing, for the book as a whole is guided by a strong ethical compass, which includes attempts at ideological transparency and the need to convey events and situations with calm dispassion.
That said, the evocative passages, with their sensitively drawn characters and their strong sensory evocations, also draw attention to the more jarring and jargon-bound parts in which narrative and description do not play a part. The highly institutionalized word impact is used on numerous occasions in favor of the simpler word affect. Moreover, it is the rigor and thoroughness of this study that also highlight what are likely inevitable cultural incursions. For example, "blackfella" is used profusely and all too comfortably, yet sensitivities should be observed here, particularly in the way that Ottosson observes them in the term mongrel. Mongrel is used as a term of endearment among Aboriginal musicians, but it is not something that people well outside their circle could properly use unless interpersonally initiated. Another slightly more disturbing issue emerges by the middle of the book in Ottosson's description of certain musicians as "dark-skinned." This is understandably a moot point, only because white-skinned people are not typically described by the gradated whiteness of their skin, and, no less, there are many Indigenous groups and people who identify with being Indigenous who are not dark-skinned. The debate is long and interminable, but we need to ask what advantage is to be drawn by making such a distinction on a relatively regular basis.
Relevant as they are, these are small quibbles in what is an important book whose importance is well beyond that of music making. As Ottosson concludes, using music as a lens brings contemporary Aboriginal social and personal relations into sharp relief. The "inter-culturality" of their music helps to disclose "the multifaceted and place-specific ways in which Indigenous people experience, act and identify in their contemporary lives." This book presses home that there is still a long way to go in grounding and developing this knowledge. But it also shows what pleasures and rewarding insights are afforded in the process.
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Los Misterios de Las Monjas
At the outset, the plan was to produce several short-story films, all independent narratives but always focused on the notion of vampire nuns. Álvarez Morán first decided to divide them into ten misterios, symbolic of
